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Introductory Statement
"Without a complex knowledge of one’s place on which
such knowledge depends, it is inevitable that the place will be
used carelessly and eventually destroyed." Wendell Berry

"Our place is part of what we are. Yet even a place has a
kind of fluidity: it passes through space and time." Gary Snyder

"When you find your place where you are practice occurs."
Dogen

Mapping is a practice utilized to orient ourselves with unfamiliar territory.
The map is a scheme that assists in developing relationships between
ourselves and the landscape. It is a path to traverse in becoming acquainted
with a "place", which can be the interior landscape of the self or an exterior
landscape of a town, city, region, forest, desert or mountain range.
Time Map installation is a project that records a series of daily, weekly,
monthly and seasonal events during a one year period of time in Missoula,
Montana. These events are mapped in a series of 365 daily drawings, 52
weekly photographs, 12 lunar cycle composite photographic panels and 4
seasonal map paintings. The documented events will be displayed in an
installation format that blends together a variety of materials, techniques and
designs found in traditional cultures from Tibetan Mandalas, Western Folk
Designs and American Modernist influences.
Time Map replicates a traditional two-dimensional map of a "place” in a
four-dimens'ional format, three dimensions of space (height, width & depth) and
one dimension of time. To become acquainted with a "place” one must
experience it in a quanta of time. For example, one cannot know the intricate
structures of Missoula, Montana while passing through in our vehicle on Route
90 at 65 MPH.
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To know a place physically and emotionally we must experience space during the
unfolding of time, and in experiencing this four dimensional realm the mind can be opened
to a multitude of details. Insight to the intricacies of "place” is accomplished through the
plasticity of the imagination. Apollinare stated in Les Peintres Cubistes that the
"new possibilities of spatial measurement... are designated by the term fourth dimension...
as it presents itself to the plastic point of view, the fourth dimension appears to be engendered by the
three known dimensions: It represents the immensity of space itself, the dimension of the infinite; the
fourth dimension endows things with plasticity.”1

The map requires the reader to utilize their skills of imagination to achieve a
greater understanding of the territory being mapped, therefore the map is a symbolic
representation of the territory to be deciphered and visualized by the map maker and
reader, creating a point of view dependent upon each individual perspective.
In the installation Time Map I utilized two basic symbols the O (circle) and the X
(cross). The O in its circularity is representative of unity and the X in its multi-directionality
represents diversity. These two symbols have been traditionally utilized in a myriad of
cultural cosmologies and mapping techniques.
In the Time Map installation I use a variety of mediums, techniques and styles to
build relationships between the map, map reader and the territory. The layering of
different mediums, techniques and styles enhances the possibility of creating a richer
understanding of "place”. Time Map installation attempts to create a structure similar to
the territory.
Korzybski said;
"Two important characteristics of a map should be noticed. A map is not the territory it represents,
but, if correct, it has a similar structure to the territory, Which accounts for its usefulness.'6

Communicating my perception about the "interdependent structure” or the union
of inner and outer experiences, I have chosen to develop a map that hopefully will create
an understanding of the territory.
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Historical Background
"The occidental approach to the arts-since the rise of the
bourgeoisie, if we like—is to down play the aspect of
accomplishment and push everyone to be continually doing
something new. This puts a considerable burden on the workers
of every generation, a double burden since they think they must
dismiss the work of the generation before and then do something
supposedly better and different ” Gary Snyder

My exposure to art has been from a variety of angles. Contemporary,
modern, archaic, commercial and personal experiences have influenced my
work. In the Time Map installation I draw from the full spectrum of my
influences to create my present thesis project.
As a child I was exposed to many artists and art forms. My earliest
influences grew out of American landscape painters such as George Inness,
Thomas Cole and others from the Hudson River School and Pennsylvania
landscape artists.Fi91 These images were prevalent in most museums I visited
in and around the Northeast. I related to familiar images depicted by artists
such as Inness and Cole due to the fact that most of my life was spent living in
these landscapes.
Being of Ukranian and Pennsylvania Dutch heritage, I was exposed to a
great deal of functional and decorative arts. My great-grandparents wove
carpets, crocheted and sewed functional articles, decorated psyanky eggs (a
wax-relief dying process) and needlepointed pillows and clothing with traditional
Ukranian motifs/*9-2 These designs operated as aesthetical applications to
household and personal items as well as powerful symbolic images that told
stories of cultural beliefs weaving the human with the landscape.
While living for three years in Japan I had the opportunity to integrate
myself with the culture and landscape. I became interested in exploring the
traditional architecture, woodblock printing and sumi painting by Japanese
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artists.*9- 3 I began photographing images of the landscape, its people and the
use of architecture in the environment. I produced thousands of images of
Japan and its people. Many of these images exhibit the use of land (a big
issue on such a small island inhabited by millions of people) and the influence
of western culture.*94
I also became interested in Zen Buddhist thought and began practicing
meditation and studying texts with a group of friends. From this experience I
began to look at art in a slightly different way. Rather than separating painting
from architecture (in which the painting was displayed) I saw that both painting
and architecture were an integral part of a single whole. Each complimented
the other.
This interrelation was evident in the meditation rooms in both temples
and private homes where the use of art was presented to assist in developing
holistic unity between the viewer and the environment. What I discovered was
that the setting or place where a piece of art was displayed was as important
as the independent print, painting or sculpture which was usually the central
focus of the room.
These meditation rooms held an appeal and value extending far beyond
the frame, borders and walls of the architecture and reached outward to the
landscape and deep within the hearts and minds of the human observer.
Japanese designers created rooms that became powerful metaphors
connecting the parts to the whole. This is essentially Buddhist thought and is
referred to as "Interdependence”.
Much of my influence in art making comes from interior design work
experiences. For several years I worked on a historical home where designs
were created that enhanced the existing homes early19th century appearance.
Decorations were painted on furniture and decorative components of the house.
Trompe I' oeil paintings were executed in several of the rooms. For example in
the dining room, a 360 degree 40’x4’ mural was painted depicting the
landscape of the town at the turn of the century.*95 The painting alluded to the

time when the house was originally built.
During this period I became acquainted with the aspect of time in my
present work. All of the work I did in this house created an illusion that the
house decor was 80 years old. These techniques are utilized in my paintings
and are a part of the design and process for the Time Map installation.
Along with my studies of 18th and 19th century Folk Art I began to be
exposed to a variety of artists. I began looking at work by Robert
Rauschenberg, Jasper Johns and Ad Rheinhardt. Each of these artists have
since become major influences.
Rauschenberg’s work influenced my photography techniques. His
layering of images and text provide visual and conceptual depth to his work.F'96
I also use layering techniques on the photo panels for the Time Map
installation. My process is further discussed in the section on Materials and
Techniques in this thesis.
Johns’ paintings are very tactile. The surface quality is waxy and appears
to have a great sense of depth. It is the layering in Johns painting that has
attracted me to his work.F'97
One key to unlocking the door of my own personal expression came in a
visit to MOMA in the early 1990’s. It was during this visit that the idea of
installation art as a metaphor for "gestalt" crystallized in my mind. Specifically it
was Reinhardts work that set me on my present course. The reason this work
was so compelling to me was due to the Eastern aesthetic in Reinhardt's Red,
Blue and Black painting series.*9-8
Rheinhardt's installations transported me back to those meditation rooms
where space and form held equal importance. The mundane repetition of
designs in Rheinhardts black cross paintings explored a realm where the
painting no longer held the focus of the viewer, rather importance was inherent
in the entire room. It was the presentation that counted as much as the objects
presented. This was due in part to the lighting utilized in the rooms which
glowed and was as interesting as the paintings.
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It was after this visit to the Rheinhardt retrospective that I began to work
with symmetrical designs in my painting. The circle stood out as a very
powerful symmetrical symbol, so I began to explore its multi-cultural shape and
content. I found the use of the circle in Neolithic Art, Christian Architecture,
Navajo Sand Paintings, Cartography and 20th century artists such as Jasper
Johns and Morris Graves/'9 9
Researching the historical lineage of the circle I had re-connected with
my own families designs. This offered the opportunity to develop further the
dialogue about meanings derived from the circle and to utilize it in my painting.
In 1992 I was commissioned to photograph the Christo Umbrella Project
in Tejon, California. During that two-week period I was exposed to relationships
between landscape, time, maps and painting in Christo's work. Christo utilized
the element of time in the landscape and created an environment that literally
painted the landscape along a 26 mile stretch of the scorched California
mountain sides. The Umbrellas marked the contours of the landscape and from
an aerial view looked like a topographic map marked with yellow d o ts /9 10
A key element in Christo's work is the unfolding of time and the changes
that occur on his landscape canvas. From the erection of the cold grey phallic
missiles displayed on the land to the blossoming nineteen foot yellow umbrellas,
the dialogue spoke to me of the dynamic qualities of space and tim e /911 This
dynamic quality was evident due to the fact that Christo's landscape painting
was temporary and dismantled after two weeks.
The Umbrella Project exaggerated changes in the land and replicated the
springtime poppy blooms which cover the hills around Tejon every year.
Christo’s work inspired me to use the landscape as subject matter in my own
work and peaked an interest in the dynamics of the land.
When I arrived at the University of Montana I continued to work with the
landscape. Many of my influences came from research conducted in Relativity
Theory, Quantuum Mechanics, and two wonderful books that heightened my
awareness of "place” which were Gary Snyder's Practice of the Wild and
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Wendell Berry's Continuous Harmony. Essentially all of the information in the
scientific and philosophical studies presents empirical and theoretical evidence
of the interdependence of all phenomenon.
For three hundred years science grounded its experimentation in the
dualistic view that there was a subject and object. New discoveries have
confounded the separation of subject/object dichotomies. Gary Zukov clarifies
these concepts

"Scientists, using the "in here-out there” distinction, have discovered that the
"in here-out there" distinction may not exist! The new physics tells us that an observer
cannot observe without altering what he sees. Observer and observed are interrelated in
a real and fundamental sense."3

Contemporary physics investigation into the unification of subject/object
dichotomies comes from experimentation at a sub-atomic realm. Einsteins
photon theory, Thomas Young's double-slit experiment, De Broglie's waveparticle paradox, Werner Heisenbergs' S-matrix theory and Neils Bohr concept
of "complimentary” have shown that physical phenomenon is more about
interactions of subject/object than separations between subject and object.
These views are grounded in scientific experimentation with the
properties of light. Einstein proved that light was particle like and Young proved
it was wave like. This set up a duality that changed classical mechanics.
Depending on the experiment chosen, double-slit or photoelectric, one can
determine that light is either wave or particle. De Broglie connected these two
concepts in his matter-wave theory where he said that all particles have
wavelengths, though some are so small there not noticeable. In Bohr's theory of
complimentary the theory says that the wave/particle duality are two mutually
exclusive aspects of light in which both are necessary to understand the nature
of light.
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Zukov poses the question,
"How can mutually exclusive wave-like and particle-like behaviors both be
properties of one and the same light?4

In his answer he states,
"They are not properties of light. They are properties of our interaction with
Light without us, light does not exist... Without light, or, by implication, anything else to
interact with, we do not exist!"5

Zokov goes on to say that
"complimentary leads to the conclusion that the world consists not of things, but
of interactions. Properties belong to interactions, not to independent existing things, like
"light". This is the way Bohrs solved the wave-particle duality of light. The philosophical
implications of complimentary became even more pronounced with the discovery that the
wave-particle duality is characteristic of everything.6

These principles are the conceptual framework of the Buddhist thought of
"interdependence'’. In Fritjof Capra's book The Tao of Physics he makes
connections between Eastern thought and the concepts presented by Bohr in
his theory of complimentary.
Capra says,
"With the concept of the quantum field, modern physics has found an
unexpected answer to the old question of whether matter consists of indivisible atoms or
of an underlying continuum. The field is a continuum which is present everywhere in
space and yet in its particle aspect has a discontinuous "granular" structure. The two
apparently contradictory concepts are thus unified and seen to be merely different
aspects of the same reality. As always in a relativistic theory, the unification of the two
opposite concepts takes place in a dynamic way: the two aspects of matter transform
themselves endlessly into one another. Eastern mysticism emphasizes a similar
dynamic unity between the Void and the forms it creates.”7

The union of opposites is described in the Buddhist Heart Sutra (Hrdaya
Prajnaparamita.)
"Form is emptiness, and emptiness is indeed form. Emptiness is not different
From form, form is not different from emptiness. What is form that is emptiness, what is
emptiness that is form."8
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The Time Map installation project ties together these historical influences
and visually communicates the idea that phenomena are interdependent.
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Materials and Technical Concerns
Due to the complexity of the formal elements of this project I will discuss
this section in five parts. Part one deals with my painting materials and
techniques. Part two is a discussion on the photographic processes applied in
the Time Map installation. Part three is the exposition of the daily drawing
series. Part four the computer animation model, and part five with the design
and building of the structural components of the installation.
1.

My painting techniques are derived directly from my experience

creating re-production furniture and authentic appearing interior designs. The
process in creating a newly painted piece, of furniture or interior, to appear
aged is accomplished by sanding and scraping the top layers of the painted
surface. By layering coats of oil paint with a palette knife then sanding away or
subtracting areas of the paint I begin to create the illusionary depth and subtle
colorations in the painting.
Often this process is very time consuming. Normally I had been using a
wax medium base mixed in generously with oil paint but the drying time was
considerably long. For this reason I had usually worked on 20 or 30 paintings
simultaneously so that I wouldn’t have to wait an extended period before I could
paint.
To remedy the problem of long drying times and the inability to work at
an increased pace I began to use a Cobalt Dryer with the wax-paint mixture.
This proved to be very successful in decreasing drying times from 5 days down
to 2 days. Due to the surface quality of my paintings and the muted color the
Cobalt Dryer hardly affected the hues that I had been working with.
To achieve the surface quality, dozens of layers of paint must be applied
to the surface then meticulously sanded away using course sandpapers through
fine steel wool to get the surface to appear waxy and the markings to allude a
sense of spacial depth. Often during the process of painting I will move the
paint around on the surface covering and uncovering areas scraping and
scratching the surface with my palette knife until I feel comfortable with the
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marks and paint left on the canvas.
Once completed and satisfied with the surface quality I do one final
sanding with 000 steel wool, brushing the surface lightly. Then I apply a
protective coat of wax and buff it out with a soft rag until the surface reaches a
waxy glow.
One of the major problems in creating this type of work by using the
sanding techniques is the loss of value contrast in the paint itself. This became
problematic in some paintings especially when I used monochromatic colors. I
remedy the problem by applying layers of black or very dark blues and browns
between my lighter value palette colors. This did help the contrast in the
paintings as well as finishing the surface with the 000 steel wool and wax
buffing. It seems as though steel wooling and waxing the surface helps to
clean the tiny particles of pigment trapped in tiny scratches on the painted
surface and restores the lustre and accentuates the value and contrast of the
painting.
In the Seasonal Map and the Books of Seasons paintings I use the
techniques described in this section to create a worn surface appearance.
Specific areas, like the infinity symbol on the map paintings, are developed to a
finished waxy sheen. Other areas are left flat and then painted over with
decorative borders and representational renderings of Mt. Sentinel. The entire
surface of the paintings are wiped with an oil base stain to enhance the
appearance. Once dried the infinity symbol is waxed and the geometric
symbols and paintings of Mt. Sentinel are coated with a glossy damar varnish.
2.

The photographic process used for the development of the Weekly

and Lunar Cycle Series Photographs for the Time Map installation blends
together traditional B&W silver process and graphic design techniques. The
process began when I photographed 52 weekly images, using a Calument 4x5
field camera, of Hellgate Canyon from the north face of Mt. Sentinel in
Missoula, Montana. Each exposure was taken on Kodak Plus-X Professional
4147 Estar Thick Base B&W film. Kodak Plus-X is a panchromatic film with a
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medium speed (ISO 125). Its a very fine grain film with a high degree of
sharpness that is recommended for enlargements.
«

.

This film proved to be the best for a fine grain retention and versatility in
various lighting situations, both necessary requirements in a film being used in
the weekly series photographs due to the lighting differentiation and the size of
the panel enlargements.
Each photographic image was exposed using the Zone System. This is
a system of exposure, developed by Ansel Adams, used to manipulate film
through exposure and development to create quality negatives that have a high
range of densities.
In the photographs I used an ISO of 100 which is one-quarter of a stop
slower than rated. Light readings were taken of several areas in the picture
plane. Shadow retention and contrast quality of the burnt tree was of most
importance. In most readings taken, the tree was placed on Zone III, two stops
slower than middle grey, to increase the contrast of the negative. This
increased contrast is needed to produce an image that replicates the actual
scene.
Developing took place in tanks using D-76 developer (1dev.:1H20) at 68
degrees for 10 to 12 minutes, depending upon exposure. This development
time is 15-25% longer than recommended for normal development and pushes
the film, blowing out the white areas and giving a greater continuous tone to the
negative. This therefore produces a negative that retains textures in the
shadow areas, produces dark blacks and clean whites.
The negatives were then used to make enlargements on Brilliant Fiber
based silver emulsion paper. Once exposed, the paper was developed in
Dektol paper developer 1:1, and fixed in Ammonium Thiosulfate. This produced
a fine continuous tone print.
The prints, once dried, were dry mounted in a collaged composite
illustration board along with acetate film positive of maps and other
photographs. The surface was then drawn upon and painted with black inks.
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The working boards were then photographed using a 133 line screen
creating a halftone negative. This halftone negative was then enlarged onto a
42”x 89” sheet of .005” thick photographic mylar. The finished photograph is
then displayed on the circular cylindrical cage-like structure of Time Map.
3. The Daily Drawing Series was developed over 365 consecutive days.
Each drawing was executed on Stonehenge Cream colored printing paper. I
chose this paper due to its 100% rag structure, off white coloration, durability,
thickness and medium toothed surface. Each of these were essential to the
application of my drawing technique and medium being used. The drawings
were started using Ebony pencils. I had used these pencils for the quality dark
line it produces with medium pressure. Approximately several weeks into the
project I had run out of Ebony pencils. Due to the change in formula by
Eberhard Faber the new pencils I bought no longer had the waxy soft lead I
had grown accustomed to.
After calling the factory and talking to the engineers about the changes
made in the pencils formula and even trying examples they had sent to test, I
had decide to work with Cumberland Black pencils. The Cumberland made
beautifully dark marks that enhanced my drawing technique.
These drawings were made in many different locations throughout the
365 days. I had done the drawings in my studio, home, outdoors in the
wilderness and other states.
My technique in this series was a blend of Japanese Sumi, "white
writing” much like Mark Tobeys' paintings and a spontaneous mark making that
is vital. Often I would make marks that followed the tooth of the paper.
4. In designing the Time Map Computer Animation Model I worked with
a PC Virtus Virtual Reality 3D Architectural program. After blueprinting the
design on paper, I worked with a computer programmer designing the structural
components in the Virtual world.
Once completed the program was computer animated and loaded down
onto 40 megabytes worth of disks. These disks were then run through and

transferred onto one half inch video tape. Graphics were produced and sound
was dubbed onto the existing animation creating a five minute model describing
the Time Map Installation project.
5.

The structural design of the Time Map Wheel is designed to be made

from lightweight aluminum that can be easily broken down for shipping and
storage. The surface of the metal will be coated with a bronze colored tone
using a polyester dipping process. This will assure durability and reduce
possible damage to the surface itself.
Each piece will be pinned together and the entire structure will set in a
track upon which it can revolve around a 360 degree progression. There will be
two arching crossbars that connect at the 90 degree points on the top portion of
the cylinder. This is both a functional application, to provide rigidity, and a
formal application that enhances the design of the installation.
The greatest problem in designing such a piece is finding someone to
build such a structure to such specific requirements. I have receive a few bids
and have discussed the project extensively with some manufacturers, but so far
I have no definite answers. My second problem is in funding such a project.
One bid that I have received is in excess of $6,000.
My solution for the thesis exhibition was to build a full sized model of one
quarter of the structure. The only material that fit budgetary requirements and
could fulfill my aesthetic sensibility was a thin walled conduit. When I first built
the structure for my Pre-Candidacy I was not able to bend the pipe to form the
arching shape I wanted, nor did I tone the conduit with a brassy coloration that I
had visualized. This design showed an inconsistency between the structure
and the other components of the installation.
In my attempt to create an environment some of the components, such
as the photo display and lunar cycle paintings detracted from the design and
blocked the view between the inner and outer portions of the circle. The ability
to move in and out of the circle both physically and visually was important to
the conception of this design.
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To remedy these problems I had bent the pipes creating a flowing arc
and finished the surface of the conduit with a waxy gold pigment and spray
paint. The lunar cycle paintings were dropped from the design and I created a
hanging photographic composite which gave the ability to display the
photographs of the weekly series, maintain the conceptual integrity of the
installation and creating a more dynamic and penetrating environment.
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Thesis: Time Map
"The whole world is a circle. All of these circular Images
reflect the psyche, so there may be some relationship between
these architectural designs and the actual structuring of our
spiritual function." Joseph Campbell

In the Time Map installation I am concerned with mapping a "place”
through a period of time. The installation maps my interaction with the
environment of Missoula, Montana between September 21, 1993 through
September 20, 1994. These recordings are formulated in a series of daily
drawings, weekly photographs and seasonal paintings and are displayed in a
circular architectural structure.
The Time Map installation is a circular structure designed to be a
mandala like representation of the space/time continuum.Fia12 The mandala is
describe by Guisseppe Tucci in his book The Theory and Practice of the
Mandala. Tucci states:

"First and foremost, a Mandala delineates a consecrated superficies and
protects it from invasion by disintegrating forces symbolized in demoniacal cycles. But a
mandala is much more than just a consecrated area that must be kept pure for ritual and
liturgical ends. It is above all, a map of the cosmos."9

The word mandala has a variety of meanings. Tibetan Lama Chogyam
Trungpa employees the terms "association” and "society” to define mandalas
meaning.10 Vessantara in his book Meeting the Buddhas describes the
mandala as being a "circle or concentration of energy."11
He goes on to say that
"A mandala is a harmonious arrangement around a central point, a symbol of
the harmony and integration of the different levels and aspects of our being."12
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Tibetan for mandala is kyilkhor. Kyil means "center” and khor means
"fringe," "gestalt," "area around."13 It is a means of observing the
interdependence of relativity.
Carl Jungs' research in psychotherapy has shown the mandala to be a
universal symbol or archetype. An archetype is a primordial image, a pattern of
reality. In Jungs' definition of archetype he states:

"What psychology designated as archetype is really a particular, frequently
occurring aspect of instinct.”14

The notion that the mandala as an archetypal image is deeply rooted
within the individual psyche, was posited by Jung. He called this deep rooted
part of the psyche the “collective unconscious.” Jung distinguished the
collective unconscious from the personal unconscious in his writings.
The factor which delineates between the two types of unconscious is that
the collective unconscious does not “owe its existence to personal
experience"15 as does the personal unconscious. What Jung thought was that
the personal unconscious is made up from experiences which have been
forgotten or repressed, this is what he called “complexes” and the collective
unconscious is primarily made of archetypes.
Therefore, the mandala can be understood as a representation of an
archetype expressed in circular or egg shaped forms. The unique quality of
mandala is not that it stands out from other symbol systems; rather its nature is
the predecessor of symbols whose forms can be traced in numerous cultures.
Jungs' findings show the circular forms in various cultural dreams, myths,
legends and art. Some examples are Stonehedge, Dervish dancers, Native
American petroglyphs, Buddhist temples and Christian motifs.Fig 13 Jung said

"despite external differences, we find conformity in mandalas regardless of their
origin in space and time"16
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I have chosen to use this symbol system in creating a map of Missoula,
Montana. This map alludes to a sense of both place and time as well as a
sense beyond the personal place and time.
When I arrived in Missoula during the summer of 1992, I was fascinated
by the extreme weather patterns and the strong changes in seasons. The long
summer days and long winter nights assisted in focusing my attention to the
landscape I was living with. I could not help but notice how weather patterns
and amount of daylight or darkness governed my physical, mental and
emotional experience.
As winter crept upon the northern Rocky Mountain city I felt more like a
bear preparing for hibernation. During this time I noticed changes in my work
habits and palette colors with which I chose to paint. Dark brown hues became
prevalent in my paintings during the winter of 1992. (sllde#1)
During this period I was painting small canvases then taking them out
into the landscape marking trails, as in the Greenough Park Installation (sl,de#2)>
by tying them to trees and buildings. This seemed to be a natural extension of
the map like quality of my small O and X paintings and the predecessor to the
Time Map installation. The O paintings were always tied to living trees and the
X paintings were nailed to dead or cut down trees. The paintings were left in
the landscape for extended periods of 2-3 weeks or until they were stolen.
During this time I saw my work as being a type of meditation. This
perspective of my work grew from both the processes described in the section
on Materials and Techniques and images of the O and X used in my painting.
Meditation is a process used to develop the individual awareness. This
is accomplished by relaxing the body, voice and mind through a variety of
techniques. For example, we could sit quietly in the lotus posture, count our
breaths or focus our visual attention on a mandala painting. Painting has
become one of the techniques I use to calm the body, voice and mind.
The imagery in my painting is conducive to fostering the meditation
practice. The O and X are simple forms and do not require intensive visual
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perception to replicate their structure. This assists in focusing the attention on
developing awareness of the body, voice and mind.
When first working with O and X in my paintings these two symbols were
representative of dualities. After working with meditative painting practices and
researching a variety of cultures' symbology, I began to understand the O and
X as a complimentary pair, the circle of unity and the cross of diversity. In the
painting OX Herder#1(slide#3) and OX Herder#2{sMe#4) I began to use these
symbols in diptychs. In OX Herder#1 the circle and cross were painted using
similar color on separate canvases. In OX Herder#2\he circle and cross were
painted side by side on one piece of canvas. My work slowly evolved in
unifying the O and the X by layering them together.
It is from these paintings that I began to develop the Time Map
installation. In this installation the circle and cross are united in the design
(s'ide#5) For this design the painting becomes a three dimensional sculptural
structure {slide#6) By applying layerings of a variety of elements, and recording
changes in the seasons, the installation takes on a four-dimensional quality.
Time as described by Einstein in his General and Special Theories of Relativity
is the fourth dimension. Zukov writes:

"According to Newtonian physics, our three-dimensional reality is separate from,
and moves forward in, a one-dimensional time. Not so, says the special theory of
relativity. Our reality is four-dimensional, and the fourth dimension is time. We live,
breathe and exist in a four-dimensional space-time continuum."17

Therefore by uniting these symbolic elements in a mandala (map) format
and applying records of changes in time I came to the idea of creating a multi
layered and multi-faceted, four-dimensional map.
I developed this idea to create an artificial milieu that assists in re
connecting inner/outer, self/other, micro/macro and the human being and their
environment. Since my experience of "place" in Montana was influential I
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chose to map the changes of seasons and relationships between myself and
the landscape.
I began recording daily, weekly, monthly and seasonal observations. I
chose three different mediums (drawing, photography and painting) that
expressed a relationship to the matrix of daily, weekly, monthly and seasonal
records.
The Daily Drawing Series is a spontaneous visual description of daily
events (sl,de#7). The immediacy of drawing related well to recording the daily
experience. These drawings operated much like a dairy of visual interactions
with the surrounding environment.
The weekly photographs (sl,de#8)} were taken of Hellgate canyon during a
year long period. Photography is a medium that records an image similar to
visual reality. Accuracy, and the time required for developing and printing,
made photography the a perfect medium to use to show changes in the
landscape over a 52 week period. The monthly paintings of a lunar cycle were
dropped due to the design changes in the installation and the weekly
photographs were composite onto 12 lunar cycle mylar panels to be hung on
the circular structure (slide#9>
I chose to use painting to represent and express the seasonal
recordings. I felt that painting related to the seasonal matrix due to the longer
period of time it takes to create a painting. In each separate painting color,
geometric symbols and the representational renderings of Mt. Sentinel
corresponds to a specific season (sl,de#10) For example in the slide shown of the
Autumn Map, the base color of the painting is yellow, the geometric symbol is a
square and the windows on either side of the infinity symbol show Mt. Sentinel
in Autumn.
These recordings are systematically displayed in the Time Map
installation (slide#11) The drawings are bound into four books, called The Books
of Seasons <slide#12)j and are displayed on pedestals at the centre (axis mundi) of
the installation {s,ide#13) The weekly photographs are composite on 12 lunar cycle
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photographic mylar panels and hung in between the bars making up the circular
structure <slide#14> The maps are displayed on tables at the cardinal directions
(slide#15).

Conceptually the Time Map installation relates several ideas.
1. The first idea is the union of opposites, represented by the O
and X. In the installation, the O and the X layer each other, unifying their
differences. The O symbolizes unity or totality and the X symbolizes diversity
or direction.
2. The unification of the inner landscape (represented by the daily
drawings) with the outer landscape (represented by the photo panels and map
paintings). The Daily Drawing Series is representative of the personal moments
that make up the seconds, minutes, hours and days during a one year period.
They are recordings of the personal and collective unconscious that record the
thought and emotional patterns of daily experience. To achieve a vital drawing
I had to work spontaneously much like the "whirlwind movements” of the Sumi
artists.
The Weekly and Lunar Cycle Photographic Series panels and Map
Paintings are pieces that record the exterior landscape. All of these
components are unified in the Time Map installation
3. The inherent nature of space and time are linked in a continuum.
This has been posited by Einstein in his Theory of Relativity. What is meant by
the space-time continuum is that there is no universal flow of time. Rather time
sequences are observer dependent and are relative to the motion of the
observer. For example two people observing the same event can order the
sequence of events differently and is dependent upon their relative motion to
the event. In the Time Map installation both space (place) and time (process)
are being mapped in the recorded events. For example, each weekly
photograph records a specific place in time. The following week does the
same. When displayed on the Weekly and Lunar Cycle Photographic Panels
both space and time are linked in a cyclic progression around the mandala.
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4.

The micro and macrocosms are an implicate order that is

visually similar in their structures. For example, the nature of the structure of
the microcosm of a diatom displays similar characteristics of the macrocosm of
a galaxy.Fig 14 This similarity can be visually seen through our microscopes and
telescopes.
In Time Map the visual records display similarity in their design between
the micro and macrocosm. The circles and crosses are used in all of the micro
components as in the daily drawings, lunar cycle panels and map paintings.
The macro design of Time Map is essentially a circle with a cross within its
circumference.
Essentially the Time Map installation is a visual metaphor indicating that
phenomena are interdependent and is a sign of the shift between linear
quantitative measured thought to a cyclical qualitative spiritual thought. The
matrix of daily, weekly, monthly and seasonal records are our understanding of
the linear progression of time. When displayed in the mandala format they are
cyclical. Each of the separate components of Time Map are references to
linear thought but are presented to conjure ideas of cyclic existence. My
philosophical position is one balancing the "razors edge” between linear and
cyclic thought.
In the arising cultural shift from linear to cyclic thought, the multiplicity of
views lends itself to the breadth of processes, more than a focus on medium.
Since in people there are a multitude of perceptions defining reality, I have
layered a variety of mediums, techniques and styles in the Time Map
installation. I believe the layering of techniques, materials and styles will create
opportunities for a wide spectrum of viewers to relate to the various formal and
conceptual structures of the installation.
Although methodically designed in detail and representing varieties of
information, Time Map can never take the place of the actual experience of
climbing Mt. Sentinel in a winter snowstorm or the heat of summer. Time Map
is the territory of metaphor, map as a model of reality, not the landscape itself.
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Yet, Time Map may differ little from what a landscape painting by Thomas Cole
or George Inness is capable of communicating to the viewer. It is a map
connecting the human being to the all pervasive landscape. A testimony of the
importance of becoming acquainted with, and embodying a sense of “place.”
Embodying a place is a necessary pre-requisite to living in harmony with the
physical structure of this planet as well as the social, economic and political
constructs in human life.
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Conclusion
Although I have been working directly with the development of the Time
Map installation since August 1993. Designing the installation has been a long
process in which many changes have occurred. Throughout this process
paintings have been stolen, Mt. Sentinel was closed for several weeks in the
summer of 1994 and I had to modify the construction of the entire Time Map
structure several times. This process is teaching me to be open to appreciating
varying perspectives.
Presently I am applying for funding sources to assist in completing the
Time Map project. I have applied for several fellowships and grants from the
University of Michigan, Albion College, Great Falls Advertising Scholarship and
the State of Montana Individual Artist Fellowship. I am also working on
producing limited edition Diazzo prints of the installation design and lithographs
of the Daily Drawing Series to be sold to help fund the Time Map project.
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